Brahms's dedication of his Op. 51 string quartets (1873) to surgeon Theodor Billroth provides a window into Brahms's music-political views in the 1870s that has heretofore been unexplored by music scholars. Analysis of correspondence, performance traditions, and the scores of these two quartets demonstrates that Brahms chose to align himself and his works with the learned connoisseurs of the domestic chamber-music making tradition, represented by Billroth and his frequent musical soirées. Brahms's music also shows the influence of Joseph Joachim, his oldest and dearest friend and Europe's premiere chamber musician. Brahms's compositional choices in these two works combine public and private musical styles, to offer a touching memorial to earlier composers and friends, and to provide a teachable moment for the musical public. 4 Letter from Brahms to Billroth, dated by Billroth 'July 1873', as quoted in Avins, Johannes Brahms: Life and Letters, 455-6. Except where indicated, italics in quotations throughout this essay are in the original. As Avins explains, Brahms's 'droll little ulterior motive' and use of quotations marks around the words 'sextet-player' make a playful joke at Billroth's expense. Early in their friendship, Billroth planned to perform the second viola part in a private reading of Brahms's G-major string sextet in the presence of the composer. He became so nervous during the first movement that he required a replacement, which amused Brahms greatly. Billroth explained the embarrassing incident in a letter to his friend Prof. Lübke, reproduced in full in Barkan (ed.), Johannes Brahms and Theodor Billroth, 6.
In 1873 Johannes Brahms published his first set of string quartets, dedicated not to his long-time friend and champion Joseph Joachim, Europe's most famous violinist and quartet leader, but rather to a Viennese surgeon named Theodor Billroth. A while later, he wrote to Joachim in a somewhat apologetic tone: I have just heard from Simrock that on Saturday you are playing my A-minor Quartet-in just two words I'd like to say how especially that pleases me. Actually, I didn't mean either of the two for your violin, but waiting for something better eventually seemed useless-you must also have thought something of the sort? 2 Can we take Brahms seriously when he says he was 'waiting for something better' to dedicate to Joachim, or that he somehow did not intend for Joachim to perform these quartets? Or should we focus more astutely on Brahms's comment that Joachim's performance of the A-minor quartet especially pleased him? In this article, I suggest that Brahms's dedication of his first published quartets to Billroth provides an introductory clue regarding the composer's intended audience for these works, and that it offers us the opportunity to reassess the quartets in the context of Brahms's self-image and what we know of his role in Viennese life during the last quarter of the nineteenth century. At the same time, several musical features of the quartets point towards Joachim's integral role in Brahms's conception of these works, especially in the A-minor quartet, which Brahms may have been hinting in his brief note. By reflecting on these quartets and their relationship to previous and contemporaneous developments in the world of string chamber music, we arrive at a new interpretation of them and of the complicated relationship between private and public musical life, not just in terms of Brahms's personal and professional development, but also in terms of the rapid changes occurring in musical culture as the fin de siècle approached.
The renowned surgeon Theodor Billroth (1829-1894) was a close friend of Brahms and a skilled amateur musician. 3 He was apparently an accomplished pianist in addition to being an able violinist and violist with a sophisticated knowledge of music history and theory. He hosted evenings of chamber music in his home in Zurich during the 1860s and later in Vienna throughout his adult life, and these private soirées usually included a sampling of Vienna's most respected musicians, including performers, composers, critics, and patrons. Brahms's letter of dedication emphasizes his appreciation of Billroth's participation in these chamber-music evenings and conveys his positive assessment of Billroth's skills as well as the close friendship that had developed between them. 3 For a detailed account of Billroth's life, see Karel Absolon, The Surgeon's Surgeon, Theodor Billroth, 1829 -1894 vols. (Lawrence, KS: Coronado Press, 1979-89 Dear friend! I am about to publish my string quartets-not the first, but for the first time. It is not merely the affectionate thought of you and your friendship that prompts me to put your name at the head of the first one; I just like to think of you, and with such special plaisir, as violinist and 'sextet-player.' You would doubtless accept a volume of enormously difficult piano variations more kindly and would find it more befitting your attainments? There's no help for it, you just have to put up with the dedication even with the droll little ulterior motive. 4 Even more than his activities as a chamber-music connoisseur, though, Billroth's standing as an educated member of upper middle-class society must have struck a chord with Brahms. The surgeon made several technical advances and scientific discoveries in the course of his career, and is sometimes credited with ushering in the modern age of medicine. The dedication, then, was not simply a gesture of kindness from one friend to another. By dedicating the quartets to Billroth, Brahms associated them-these works and the genre itself, not to mention his own personalitywith the height of learning and intellectual achievement that Billroth represented. It also signalled Brahms's appreciation of the type of musical setting that Billroth's soirées provided: small, intimate gatherings of intellectually inclined amateur music lovers.
Joachim, on the other hand, was certainly one of the outstanding professional violinists of his day and a famous chamber musician. His performances and organizational activities, whether as soloist, orchestral leader, or chamber-music participant, contributed to the rising prestige of public concerts in the cities where he worked and visited. Like fellow violinist (and Brahms enthusiast) Joseph Hellmesberger, Joachim represented the new public face of chamber-music consumption with performances in larger halls by trained professionals playing before a listening audience, not gatherings in small parlours by middle-class and bourgeois amateur musicians playing for their own pleasure. Joachim's predilection for serious, contemplative readings of musical works set him apart from other violinists of his day, however. One of Joachim's objectives in public concerts was to educate the public about music and musical style by programming works chronologically. For instance, he frequently performed all-Beethoven concerts that contained a work from Op. 18, one from the middle period, such as Op. 59, and a late work, in order to demonstrate the composer's three periods of stylistic development. He also performed and repeated new and unfamiliar works by his friends and mentors to allow audiences multiple opportunities to learn the new style. 5 In Hanover, Berlin, and London, where Joachim held regular quartet evenings and made public concert appearances, the string quartet lived a double-life as private entertainment and public spectacle.
Brahms combined public and private musical styles in the quartets of Op. 51, experimenting with a new compositional approach that would become identified with his mature works of the 1870s and beyond. He embraced the connoisseurs of Billroth's circle and those among his own friends with a highly intellectual style built on the models of revered works by previous composers in the Classical and Romantic traditions, but he also addressed the larger circle of Joachim's and Hellmesberger's public audiences. That collision of public and private meanings resulted in works that have had a troubled history to this day. The two string quartets fascinate analysts and composers, whose intricate studies of Brahms's compositional techniques have illuminated the new paths that the composer opened to later generations, notably Arnold Schoenberg. Previous studies 5 For more information on Joachim's role in the development of public chamber-music events, see Tully Potter, 'From Chamber to Concert Hall', in Cambridge Companion to the String Quartet, ed. Robin Stowell (Cambridge: Cambridge University Press, 2003) , 41-59. Beatrix Borchard has recently suggested that Joachim intended, with his subscription concerts and other activities as director of the Berlin Hochschule für ausübende Tonkunst, to educate the public and promote imperial nation-building by enriching the musical establishment of the capital city. As such, his programming practices differed in significant ways from those of his contemporary Joseph Hellesberger in Vienna. See Borchard, 'Quartettspiel und Kulturpolitik im Berlin der Keiserzeit: Das Joachim-Quartett ', in Der 'männliche' und der 'weibliche' Beethoven, ed. Cornelia Bartsch et al. (Bonn: Verlag Beethoven-Haus, 2003) , 369-98. of the quartets have generally focused on the works as ground-breaking instances of Brahms's 'absolute' or 'abstract' musical art, frequently divorcing the works from both their contemporaneous performance settings and the lineage of quartet writing to which they clearly respond. 6 .] yet go beyond mere structural analysis to assess the success or failure of those techniques. ' (p. 276) in the later nineteenth century. 9 At the same time that the Requiem garnered accolades from listeners, performers, and critics, Brahms composed one of his most financially successful works, the Liebeslieder Waltzes for vocal quartet and four-hand piano accompaniment, a prime example of his accessible domestic style.
Not coincidentally, Brahms's composition and publication activities shifted to works for orchestra at the same time that he settled finally in Vienna; in 1871 he moved into what would be his permanent home (No. 4 Karlsgasse) , and in 1877 he moved his library there from Hamburg. Though Botstein focuses on Brahms's decision to compose in the very public genres of symphony and concert overture at this point in his career and the social and cultural reasons behind the composer doing so, the string quartet clearly also played a role in this reassessment of his musical priorities. 10 In addition to the obvious engagement with a Beethovenian legacy and the string quartet's growing aura of profundity, based in large part on Beethoven's sixteen contributions, the quartets demonstrate Brahms's attempts to wrestle with the changing role of music in social life. In the last quarter of the nineteenth century, music became an increasingly 'public' endeavour through professionalization and concert promotion as well as through the politicization of genres and writing about music. In the high-stakes genres of opera and music drama, tone poem, and symphony, competing schools of composition fought for the hearts and minds of the public, seeking to win 9 Biographer Jan Swafford discusses the work's success immediately following the April 1868 premiere and some forms of chamber music became encoded as 'trivial', tainted by consumerism and perceived as pandering to ephemeral bourgeois fashion. 12 The term 'Hausmusik' tellingly came into regular usage in the middle decades of the nineteenth century to describe easy, simple works accessible to the middle-class amateur, as opposed to more complex "art-music" styles associated with the latest developments in the concert hall.
The string quartet does not easily fall on either side of the public-private dividing line. Since at least the eighteenth century, chamber music was performed in both private settings with no listeners and in public concerts with a full audience, as well as in all manner of spaces and situations in between. By the mid-nineteenth century, string chamber music, in particular, belonged in a variety of semi-private, semi-public settings populated by bourgeois and upper middle-class patrons and performers, almost exclusively men until the 1870s or later, after which women began to play stringed instruments in larger numbers. Unlike domestic performances of piano works for two, four, and eight hands and solo song, which frequently occurred as private, familial entertainments, performances of chamber music for strings often took place in semi-private quarters during the nineteenth century with a small gathering of invited guests, which might sometimes have included women as listeners, but rarely as performers. 13 In the earlier decades of the nineteenth century, amateur string players gathered in the back or upper rooms of taverns and clubs, in specially built music halls for societies and associations (like the Vienna Gesellschaft der Musikfreunde and Leipzig Gewandhaus), and in civic buildings, schools, and parsonages. 14 Professional performers like Louis Spohr and Pierre Baillot in the earlier decades of the nineteenth century and Joseph Joachim in the later ones hosted "private" chamber-music evenings for patrons and hosts as well as truly private collegial evenings for their own friends and families. Spohr's quartet parties, for instance, gathered weekly between 1824 and 1858 in the music room of his country house outside Kassel; they included the families of his co-quartettists and concluded with a 'frugal supper', according to the account in his autobiography. 15 Throughout the nineteenth century, these private and semi-private performances continued alongside a growing number of public concert performances of chamber music. The division between amateur or private and professional or public performances sharpened in these decades, 13 Subscription concerts featuring chamber music, however, frequently included women listeners, and these exclusive affairs also occurred in the semi-public or semi-private sphere. They were advertised and reviewed in newspapers and journals, but accessible only to a select group of patrons who held season or, in some cases, lifelong memberships. See Christina Bashford, The Pursuit of High Culture: John Ella and Chamber Music in Victorian London (Woodbridge, U.K.: Boydell, 2007) and Bashford, "Learning to Listen: Audiences for Chamber Music in Early-Victorian London" Journal of Victorian Culture 4/1 (1999), 25-51. 14 The geographical location (outside the home, in public-private spaces) also ensured that chamber-music playing remained a 'manly' activity for much of the nineteenth century. As the private domestic sphere became increasingly associated with women and femininity in the nineteenth century, men sought out spaces to interact with their social and cultural peers without appearing idle or emasculated. In Germanspeaking realms, the need for semi-private male sociability in associations and clubs resulted in an increase in resulting in a widening gulf between 'trivial' and 'serious' music. 16 Though public chamber-music concerts had long been a part of musical life in some cities, they proliferated after about 1850 in most metropolitan centres. 17 London and Paris led the charge, with series of public subscription concerts that featured a variety of genres from the last decade of the eighteenth century and specifically chamber-music-centric series from 1814 in Paris and in the 1830s in London. 18 Smaller cities in German-speaking areas, such as Hamburg and Berlin, also hosted concert series that included chamber music, but Vienna did not establish a regular chamber-music concert scene until fairly late in the nineteenth century. 19 Thus, chamber music in the Imperial city remained a largely private affair well into the 1860s and 1870s.
Two interrelated factors account for the greater number of chamber concert series and performances in the second half of the century throughout Europe: the increased professionalization of music making, and a heightened reverence for the musical past, especially the music of Beethoven. With the rise of professionalism and conservatory training, public musical styles and forms of presentation became ever more exclusive, requiring skills that were beyond the reach of the average amateur player, and rendering the non-professional a mere bystander rather than an active participant. Most musicians and critics saw this professionalization as an 16 The division between 'serious' or 'high' music and 'lighter' styles is also apparent in concert programming and the development of special concert series for popular works (primarily for voice and/or orchestra Schumann', Musical Quarterly 73/4 (1989) , 476-512. 21 On the apparent decline in musical literacy during this time, see Leon Botstein, 'Listening through Reading:
Musical Literacy and the Concert Audience', 19th-Century Music 16/2 (1992), 129-45. Botstein describes a trajectory from the expectation that trained amateurs could sing from notation and do a little composing, to an emphasis on reproducing music at the piano, and later to reading about music in newspapers at the turn of the twentieth century. Bashford ('Historiography and Invisible Musics', see note 14) notes that this trajectory does not take into account the possibility of stringed-music performances occurring in private quarters; some evidence indicates that public concerts of chamber music promoted more and better performances in the home. This discrepancy points to the need for greater nuance in our understanding of nineteenth-century musical culture-certainly it is possible that chamber music and piano music represent opposing trends in musical life. 22 The association between the trivial and the domestic sphere on the one hand and between the serious and the public sphere on the other left chamber music in a delicate position. In order to maintain its connection to the venerated masters of the musical past, chamber music must move 23 The foremost scholar of London's chamber-music concerts is Christina Bashford; see especially into the public sphere alongside other great works, thereby removing itself from the atmosphere of commercial popularity, musical pandering, and dilettantism that the domestic environment had begun to connote. The Classical legacy of the genre, though, impeded this move. The high esteem accorded genres like the string quartet had been built in part on the exclusivity of its musical style.
Unlike works designed for public consumption in concert halls, the string quartets of Haydn, Mozart, and Beethoven were supposed to contain these composers' most profound and compositionally virtuosic creations. Mozart's great homage to his mentor in the Op. 10 quartets dedicated to Haydn contributed to the genre's aura of complexity and importance. 28 Beethoven's late quartets continued this trend with their acclaimed inscrutability, a point to which I will return below. 29 Concert organizers and promoters offered a variety of new approaches to the concert experience, including the distribution of program notes and analytical essays before the performance and encouraging or requiring behaviours that we now deem standard at 'Classical' concerts (silent, attentive listening; a very still posture; no eating, drinking, or socializing during the performance).
These changes in concert etiquette occurred in all sorts of performances featuring a wide range of repertoire, but they appear earliest, it seems, in chamber-music concerts-both public and private ones. Notably, one way to combat the aesthetic dilemma that public chamber music prompted was 28 Mark Evan Bonds has proposed that Mozart's Op. 10 quartets, with their famous dedication, were designed specifically to position the genre as the outlet for the highest form of musical discourse and communication among like-minded composers and performers. His dedication and the quartets themselves serve to exemplify the type of work that should be promoted, in contrast to the more popular style of his contemporary Ignaz Pleyel. work, and he makes no concessions for casual listeners or performers. 36 As we shall see, references and allusions in the music to works by friends and colleagues, gestures that suggest a connection to previous works in the string quartet and other genres, and private mottos indicate that these quartets address a small circle of connoisseurs like the gatherings of friends at Billroth's home. Yet, the overall style of the works indicates a departure from the performance situation of the average amateur musician. Unlike the high-ranking or aristocratic dilettante performers to whom earlier works were dedicated and directed musically, the quartets engage an intellectually inclined, critical listener or player.
The manner in which the quartets were published provides another clue to Brahms's intended audience and the uses or reception that he hoped to foster for these works. The quartets were printed and disseminated in both score and parts simultaneously in 1876. Though this publication practice is standard today, it only became common in the later nineteenth century, and then it ordinarily required a special understanding or request between the composer and publisher. 37 Just thirty years earlier, Robert Schumann practically begged his publisher to print a score of his Op. 41 quartets, and it only appeared three years after the publication of the parts. 38 44 For a composer as self-critical as Brahms, the final step of entering into the printed-music arena with string quartets amounts to a declaration of musical maturity. The full score of the quartets not only helped performers put together a meaningful interpretation, but also allowed listening audiences, critics, and collectors to engage the music outside of live performance as a text in the privacy of their own homes. 45 The full score added weight and import to an already long-awaited publication. 
II. Brahms's "Beethovenian" Keys as Public Testament
Brahms's choice of C minor and A minor for the first and second quartets respectively marks this opus as a public commitment to the legacy and tradition of the string quartet as he inherited it, daring critical eyes and ears to connect these works with earlier examples, and with Beethoven especially. Meanwhile, several smaller gestures within the quartets-especially in the first movements-connect these works to Joseph Joachim and his performance career. As Europe's leading interpreter and editor of Beethoven's violin music, including the quartets, Joachim played a vital role in crafting the public image of Beethoven and his chamber music in Brahms's lifetime.
In the context of nineteenth-century musicians' concerns about continuing the legacy of Beethoven, Brahms's choice of C minor for the first quartet is especially self-conscious. The composer referred to the key's significance obliquely in his dedication letter to Billroth, quoted above. The letter continues (after some questions about which of Billroth's accolades to include on the dedication page), Actually, I really ought not to disclose to you that the quartet in question derives from the famous C minor, for now when of an evening you think about it and fantasize in it, you will all too readily over-fantasize, and thereafter-you will like the second one better. 46 'The famous C minor' most likely refers to the key itself, not to a particular work; it alludes to the familiar perception that Beethoven's most profound and affecting works were composed in Op. 132 offers a wealth of irregularities that have fascinated musicians and scholars since its first performances and that elicited a continual stream of commentary throughout the nineteenth and twentieth centuries. 49 Composers also responded specifically to the effect of an 'organic', unified work (including the use of a four-note motto) and the extramusical basis of the work made explicit with an incipit (that is, the 'Heiliger Dankgesang'). 50
As K. M. Knittel has shown, Op. 132 made a phenomenal impression on listeners and critics in its first decade. It received more reviews than any of Beethoven's other five late quartets in the first ten years after its publication, but most reviewers found themselves at a loss for words when it came to describing the music's features. He who hears it for the first time cannot usually find his way around, much less pass judgement. Therefore, one must necessarily hear it many times and examine it closely. For that purpose, however, it is extremely inviting and one returns again gladly to it. 51
Writers consistently directed readers to seek out further performances and to study the score or play the four-hand piano arrangements in order to come to grips with the works. In fact, because the works were so difficult to perform and to understand, many reviewers and musicians came to know the late quartets first (or only) in the four-hand arrangements that were published almost simultaneously. As Knittel has suggested, this tendency to rely on piano versions of the quartets obscured some ingenious elements of their design that respond to the unique timbres and techniques of stringed instruments, while emphasizing or creating unwanted effects, such as the 'pesky motif' that plagues the Scherzo of Op. 135, according to early commentators. 52 For
Beethoven's late works, as for the string quartets and quintets of other early nineteenth-century composers, the translation of gestures designed for string players to a pianistic idiom results in music that is often difficult, ugly, or tedious. Idiomatic passages for the violin evoke fiddling and other rustic styles when played by four sustaining instruments with great capacity for dynamic variation, but they feel awkward and out-of-place at the keyboard when crunched into a single player's two hands. 53 For Beethoven's music, the practice of learning the quartets through reading the score or arrangements without playing them as written reinforced or 'proved' preconceptions about the influence of his deafness and illness on these works in earlier decades and notions of a genius defying conventions about beauty and accessibility in later ones. The early focus on the necessity of intense and repeated study of the music in order to understand it became an integral part of 51 Quoted in Knittel, From Chaos to History, 72 (see note 29). 52 Knittel, '"Late", Last, and Least: On Being Beethoven's Quartet in F Major, Op. 135' (see note 29). 53 Knittel discusses an especially strings-oriented passage from Op. 135's Scherzo movement in '"Late", Last, and Least': 'The piano reduction emphasizes the fact that the entire passage depends on string technique, of the repetition of that open a′-the ease with which the first violin can simply tip down to that next string. The three lower instruments can play their motif in octaves with ease (no change of string is required) and, with their similar timbres, would blend together and form a background impossible to achieve (let alone play) on the piano. Like so much within the 'late' quartets, this is string music. ' (p. 23) Beethoven reception. It also became a defining feature of chamber-music aesthetics in the post-Beethoven era.
When Brahms chose to set his second quartet of Op. 51 in the key of A minor, he embraced this legacy of compositional complexity, intellectual and musical rigour, and studiousness in a conscious turn away from the accessible style of his own earlier works and of contemporaneous 'light' works for the parlour, such as arrangements for string quartet or piano trio and works designed to be 'amateur-friendly' in addition to the more common four-and two-hand piano arrangements and popular songs. 54 A-minor quartet ends with a rondo, and as these predecessors did, he presents the waltz-like B section first in C major (III) then in F major (VI) before the developmental middle episode. The rondo closes with a gesture that points, again, to Beethoven and to Joachim. Just before the coda (marked Più vivace), Brahms introduces fourteen measures of texturally out-of-place music (bb. 320-33, see Ex. 5) after a suspenseful bar-long pause. Marked pp and notated with ties across bar-lines, the passage brings to an abrupt halt the headlong, dance-like style of the earlier sections and evokes an altogether unrelated musical topic with block chords over a chromatic bass line. It suspends musical time in a manner similar to the style of Beethoven's third-movement 'Heiliger Dankgesang', and ends with a dissonant triad containing the three pitches F, A, and E. This vertical sonority may refer back to the motto of the first movement and to the public persona of the virtuoso and quartet leader.
[INSERT Ex.5 NEAR HERE]
The chosen keys for the quartets and Brahms's treatment of tonal relationships within movements in these works demonstrate his public, unequivocal alliance with the 'conservative' or 
III. Private Meditations on Public Histories
Several topical or melodic gestures in the quartets point towards a private meditation on musical history and its relationship to the present, or to Brahms's present. The composer's use of allusive gestures or reminiscences allowed a dual reception for the quartets in Brahms's lifetime and thereafter, similar to the private meanings that Dillon Parmer has explored in several of Brahms's instrumental works. 61 In the string quartets, these features allowed Brahms to comment on the role of history in the public and private life of his day. Rather than thinking of these uncanny moments as encoded messages, ciphers, or secret programmes intended for specific contemporaneous audiences, we can consider them from the perspective of a performer or listener encountering familiar gestures in unfamiliar situations that prompt further reflection or discussion, or from the perspective of Brahms, whose relationship to history was complicated by his desire to uncover as much as possible about music's past while ensuring that only certain of his own secrets were preserved for the future. 62
In Brahms's lifetime, the history of music and the study of European culture more generally Parmer discusses instances of poetic inscriptions or associations (as in the early piano sonatas, the piano quartet, op. 60; the violin sonatas, opp. 78 and 100) and musical allusions (as in the finale of the first symphony) in relation to Brahms's tendency to give certain friends and colleagues oblique 'clues' to potential hidden meanings in these works. 62 Brahms attempted to control history by retrieving and burning his letters and sketches in order to ensure the integrity and privacy of his personal and professional life after his death. See Jan Swafford, Johannes Brahms: A Biography (New York: Alfred A. Knopf, 1997), 537-8.
Martin Luther. 63 As a historical artifact in its own right, it provided a history worthy of veneration, most notably in the 'revival' of earlier figures such as J. S. Bach. 64 Brahms's interest in music's history and the history of German culture has been well documented. 65 His investment in historical musicology is evident in the many editions he made of memory of a significant conversation or event in one's life. In June 1877, four years after the publication of Brahms's quartets, he explained this reaction to Clara Schumann in a letter that accompanied a copy of his left-hand arrangement. Brahms wrote,
The Chaconne is for me one of the most wonderful, incomprehensible pieces of music. On a single staff, for a small instrument, the man writes a whole world of the deepest thoughts and the most powerful feelings. [. . .] Now if the greatest violinist is not around, then the best enjoyment is probably to let it sound in one's mind, but the piece provokes one to become involved with it in all possible ways. After all, one doesn't always want to hear music merely ringing in thin air, Joachim is not often here, one tries it this way and that. 68
In the C-minor string quartet, his small gesture drawn from the partita expresses Brahms's personal admiration for Bach in a genre that had come to signify a combined learnedness and intimacy that he perceived in the Chaconne itself. His recognition of Joachim's role in reviving this particular example of Bach's mastery is inherent in the allusion, as well; the accompanimental figure saturates the first movement of the C-minor quartet, but it appears most often in the first violin part, the part Joachim would have played in his quartet's public and private performances of the work. Brahms draws on the listeners' or performers' familiarity with previously heard minuets, inviting them to engage the music in a critical, active way.
[INSERT Ex. 8 NEAR HERE]
When the music begins, it shows some traits of the minuet as we commonly recognize it, but its effect is not of the light, courtly dance that listeners might expect. (see Ex. 8 older composer was 'a serious one, precisely because it is no passing fancy.' 82 This characterization of his love for Schubert's music creates a very different image than his apparent fear of Beethoven, imagined as 'that giant' tramping behind him, as Kalbeck reports. 83 Brahms's choice to turn away from a clearly Schubertian path laid out in the earlier chamber works in favour of a Beethovenian one as represented in the Op. 51 string quartets and the first symphony is expressed in the stark contrast we hear in this quartet between the 'serious' Scherzo and the light-hearted Trio. Brahms uses musical style here to articulate his move from the private sphere of his earlier works into the public sphere represented by orchestral music and genres associated with concerts, with Beethoven, and with Vienna's musical, cultural, and intellectual elites.
IV. Public and Private Audiences
Brahms's entry into the ongoing musical dialogue among nineteenth-century string-quartet composers would surely have been noted by keenly attuned performers and listeners such as Joachim, Clara Schumann, Heinrich and Elisabeth Herzogenberg, and, later, by musicians such as Maria Fellinger and her family. It is likely also to have been discussed by listeners and music enthusiasts such as musicologist and Beethoven biographer Gustav Nottebohm (a friend of Brahms and participant in the Billroth soirees) and Billroth himself. Brahms's musical style encourages an analytical listening approach that mirrors the sort of critical thinking and exploration prized by In his review of the published score for the Allgemeine musikalische Zeitung, Leipzig-based critic and Brahms acquaintance Herman Deiters noted that these quartets belong with the genre's greatest exemplars (the works of Beethoven) while also noting that they require the utmost concentration in order to be understood and appreciated. The works' inaccessibility to casual listeners is treated as a laudable attribute:
On the whole, this work stands definitively in certainty and independence of invention, in symmetry and the organic shaping of its development alongside the best that this genre has to offer. That the composer disdains in parts to approach the listener in an easy fashion, demanding effort from the listener in order to penetrate the understanding of the detail and of the whole-well that is a quality which is no less inherent in Beethoven's quartets for those who hear them for the first time; beauty can not always be easy. 86 84 See the correspondence between Engelmann and Brahms (Brahms, Briefwechsel, vol. 13) suggested that the public could not possibly have understood the quartets' intricate musical language, despite their applause and apparent delight in the work. In his published review of the performance by Joachim, he asked how an untrained audience could find 'so exclusive a piece after a casual hearing so strongly beautiful', as one does with a 'pièce de Salon'. 87 These reactions point toward the growing tension between private and public musical styles in the nineteenth century and between the 'trivial' and 'serious' musics that came to characterize them.
Like Mendelssohn, Norbert Burgmüller, and Schumann, Brahms addresses his fellow musicians in these quartets-by inviting comparison with Beethoven, he engages other composers, as well as performers and connoisseurs familiar with the traditions of a shared past. By publishing them and promoting their performance in public concerts, though, he also invites the musical world to reflect on that past, offering a memorial to his honoured musical forebears that the public could share. Brahms traces his own musical lineage backwards through the recent past of quartet composition to Beethoven and beyond to the genre's roots, and the dedication to his dear friend, the learned connoisseur Theodore Billroth, strengthens that connection to informed patronage and thoughtful reception of musical works.
For the public, he shows a teleological development from Beethoven to his own style (much the way that Schoenberg would later by appropriating Brahms's techniques as predecessors of his own). In his display of chamber music's connectedness to the past, Brahms shows that these genres and their performance traditions retain their significance for the present and the future, offering a lesson to naysayers and to the younger generation of composers and musicians avoiding chamber und des Ganzen einzudringen-nun, das ist eine Eigenschaft, welche den Beethoven'schen Quartetten für den, der sie zum erstenmal hört, nicht minder innewohnt; das Schöne kann nicht immer leicht sein.' Deiters, Hermann. "Streichquartette von Johannes Brahms", 439 (see note 74). Translation mine. 87 Angelika Horstmann, Untersuchungen zur Brahms-Rezeption der Jahre 1860-1880 (Hamburg: Verlag der Musikalienhandlung Karl Dieter Wagner, 1986), esp. 98-111. music in the 1870s and afterwards. His memorial gestures to Beethoven, Schubert, and other composers in 'conservative' genres serve as reminders of a rich musical heritage in need of support.
Thus, these works serve a teaching function, provide a public service, and express his own sense of resolve and commitment to a cherished musical tradition. For his private inner circle, the connections to mutual friends and mentors serve as loving mementos to personalities and works that held special meaning to them. In these quartets, as in other works, Brahms constructs a multilayered musical community that bridges the private and the public spheres, including personalities from his past and from music's past, and extends an invitation for membership to generations of musicians who would follow in his footsteps.
